appropriate a physical space whose coordinates need to be learned anew. Zemborain herself refers to the experience of writing this book as being prompted by the urge to bear witness, to record her and others' experience of a city buried in dust, 'a forbidden, sacred space', she says, 'a kind of cemetery' 1 . It becomes clear from Zemborain's own reflections on the process of writing Rasgado that the personal stakes are higher for her in this book than in the rest of her production. Dedicated to Zemborain's son, who was at school near the towers on 9/11, Rasgado constitutes the poet's attempt to show him that art can help one survive and endure trauma. At the same time, the book can also be read as her own effort to come to terms with a post 9/11 New York City, a city she had known closely for sixteen years. Having arrived in 1985 for personal and professional reasons, and probably on account of this, Zemborain tends to think of herself mostly as an Argentinean temporarily residing in the United States. Nevertheless, the tragedy of 9/11 undoubtedly confronts her with feelings of nostalgia for a city not necessarily associated with homeland yet bound up inextricably with her sense of belonging 2 .
The poetic speaker in Rasgado experiences a need for the city to be revived, dug out of the dust and brought back to signify again, yet the meanings attached to it will now inevitably be altogether different. The eerie atmosphere of post 9/11 New York City pervades every corner of the daily routines that compose the speaker's everyday life, her quotidian existence. As will be seen later, several of the poems in the book literally take the subject on the exact same walks and itineraries she engaged in before the attack, enabling her to leave her footprints on the dusty surface of the city now lying underneath.
1 Personal interview conducted with the author. 2 Information gathered from various conversations with the author in the process of revising the translation of her book into English.
What used to be immediate and familiar now becomes alien and alienating, prompting a journey of recognition 'con las clásicas paradas para apreciar / mejor el panorama que ahora se contiene con vallas / policiales y agentes apostados' (Zemborain 2006: 59) . The typical stops of a guided city tour now become the signposts to watch out for in an attempt to find some comforting familiarity amidst the rubble. Recognizing the city once again, even from the distant vantage point of a tourist, yields no satisfactory results but instead an overwhelming sense of estrangement.
The defamiliarization of the ordinary and everyday is also present in María do Cebreiro's book. 'O confuso é o próximo', the speaker declares in the poem 'Lisboa, 2006 ', the only one in the book to carry a year in its title. This poem explicitly situates Galicia as the spatial centre of the collection as the poetic speaker quotes somebody else saying 'Morrera tanta gente, / lá na Espanha', to which she curtly responds 'Galicia non é España', thus at least temporarily rooting herself in Galician soil (María do Cebreiro 2008: 39-40) . The speaker in Non son de aquí frequently departs from Santiago de Compostela to roam around Galicia, Portugal, and Spain, and, to a much lesser extent, around other places in Europe. Accordingly, the city of Santiago, at times more easily discernible than at others, alternates in this book with places further removed, literally and figuratively. Departure, and possible return, is most conspicuously present in the title 'Volverás a Santiago algunha vez?' introducing a poem where the idea of a fixed homeland is questioned, as further analysis will demonstrate. The speaker's displacement across physical and geographical frontiers is accompanied in Non son de aquí by the uncanny feeling that 'o próximo'-Santiago and Galicia, has become alien. This feeling is made all the more intense by the fact that Non son de aquí, like the rest of María do Cebreiro's work, is written in Galician, a language closely associated with collective efforts to develop a national conscience. Nonetheless, language does not necessarily strengthen the connection with the national community; instead, it problematizes such connection, an issue that I will return to later in the article. Belonging in María do Cebreiro's text is re-signified through detachment and uprootedness.
It is relevant to mention that, even though María do Cebreiro's poetry does not seem interested in making a political statement-'Pero a experiencia díxome: / loita por non facer / un poema moral ' (2008: 71) , the speaker confesses-the ongoing debate around the idea of a Galician nation is an underlying presence in Non son de aquí. The physical landscape is re-appropriated in this poetry collection by a speaker that purposefully distances herself from political speeches and almost betrays them. I am borrowing this word-'to betray'/'traizoar'-from María do Cebreiro herself, who admits: 'As veces, ao escribir, somos conscientes de estar traizoando a lingua, o pasado, a nación ' (2003: 171) . The Galician poet reveals in her critical work an interest in a poetic production that, while readdressing the relationship between the subject and nature, landscape, and the environment, also manages to account for 'the social experiences of displacement, migrations or exile (abroad or within state borders)' (María do Cebreiro Rábade Villar 2009: 240) . Much like the poetic speaker described above, María do Cebreiro herself is Galician, although, like the speaker, she has left Galicia on multiple occasions for personal or professional reasons. Interestingly enough, the poem opening From the title itself, María do Cebreiro insinuates the presence of a lyrical subject willfully in transit, drifting across boundaries aimlessly, so to speak, without an apparent obvious destination. This lack of belonging, underscored by the negative form of the verb 'to be' in the title, is nevertheless, as has already been suggested, paradoxically rooted in Santiago and Galicia, even if at times only via absence and negation. Not only are Santiago and Galicia deictically present through the word 'aquí', but they are also alluded to through various specific spatial references, some of which serve as titles to the poems.
Among the most prominent of these, we find 'García Rodríguez'-in reference to Central Térmica de As Pontes de García Rodríguez, the largest power plant in Spain, and 'Avenida Castelao s/n'-address of the Facultade de Filoloxía of Universidade de Santiago de Compostela. From the 'here' of Santiago and Galicia, the speaker moves to and through other spaces/places also present in the book through very specific references: 'Madrid', 'Bangor', 'Lisboa', 'Granada', 'Amsterdam'. The uprootedness announced in the title is confirmed through the proliferation of places that also fail, like Santiago and Galicia, to bind the speaker to a sense of home or origin. 'Non son de aquí' cannot be superseded by its affirmative counterpart; instead, it is as if the speaker ceaselessly affirmed: 'Non son de alí tampouco'.
Unlike Santiago and Galicia in Non son de aquí, the city of New York is never explicitly mentioned in Rasgado, though it hovers ominously in the background like the towers, no longer there yet tangibly present. The city is otherwise present in Zemborain's book through allusions like 'la ciudad fantasmagórica de pelli ' (2006: 60) , in reference to César Pelli, the Argentinean architect responsible for designing the World Financial Center next to the disappeared World Trade Center. In addition, as in the case of Santiago and Galicia in María do Cebreiro's book, scattered spatial references throughout Zemborain's book enable the reader to identify the phantasmagoric metropolis.
Washington Square, St. Peter's Church, the corner of Greenwich Street and Chambers, all punctuate the speaker's itinerary around the city in ruins, still retaining some of their value as familiar landmarks. This itinerary minutely locates the cardinal points that can help anchor the city as something more real, less ghost-like-'y hacia el sur se acerca / el río, pero al oeste sigue la debacle'. Furthermore, she starts and finishes her trajectory at the same juncture, right at the school playground where her son is/was in danger, at the corner of Greenwich and Chambers, 'circunvalación del área destruida' (Zemborain 2006: 59-60) . The journey eventually yields a vision of New York City that, however disheartening and daunting, allows for new paths to be charted, or else, for unfamiliar ways of walking the once familiar, well-trodden paths pre-9/11. The speaker's journey in Rasgado is reminiscent of that one described by Michel De Certeau equates discourse and pedestrian practices, arguing that the act of walking has, like speech, an 'enunciative' function: 'it is a process of appropriation of the topographical system on the part of the pedestrian (just as the speaker appropriates and takes on the language); it is a spatial acting-out of the place (just as the speech act is an acoustic acting-out of language); and it implies relations among differentiated positions ' (1984: 97-8) . As in the case of a speech act, walking as a space of enunciation allows the walker to actualize different possibilities, making diverse selections, rearranging elements, taking some spaces up and abandoning others, improvising, and even inventing new spatial configurations. Walking prompts and enables the passer-by to create new meanings out of spaces, to search for a 'proper' meaning that is 'merely the fiction produced by a use that is also particular', as particular as the 'figures of walking'
that 'divert and displace meaning in the direction of equivocalness', giving shape to the 'metaphorical city' (De Certeau 1984: 100) . Walking New York City yet once again, the speaker in Zemborain's book writes/speaks a new urban spatial configuration, against the grain of proper official renderings and against the grain of her own memory of that space.
De Certeau moves on to describe the rhetoric of walking as 'the indefinite process of being absent and in search of a proper'. 'The moving about that the city multiplies and concentrates', he reasons, 'makes the city itself an immense social experience of lacking a place ' (1984: 103) . Rasgado stages the rhetoric of walking outlined in The Practice of Everyday Life, as the poetic speaker walks the absent city creating in her path another, migrational city that she can claim as her own. Phrases like 'dio lugar a' or 'cediendo el espacio a' abound in Zemborain's collection, and bear testimony to the changes in the physiognomy of the city. In the proem 3 inhabited by Lorenzo, the son in danger to whom the book is dedicated, the phrase 'en su lugar' is repeated ad infinitum, in multiple possible combinations with 'Lorenzo', 'los árboles', 'la escuela', 'la plaza' (Zemborain 2006: 15-6) . Soon enough, it becomes obvious that 'the trees', 'the school', 'the square' of this first poem are no longer 'in their place', that the space/location of the catastrophe has been altered so drastically that it is necessary to re-construct it, re-appropriating it, so as to "ganarle la / partida al juego de las sombras" (Zemborain 2006: 21) .
Circumnavigating the wreck, the speaker is faced once and again with the overwhelming feeling of being on a guided tour-'una sensación de recorrido turístico me apabulla' (Zemborain 2006: 59) . The lyrical subject in Zemborain's collection feels at the mercy of the elements, out in the open, without solace or protection against the menace of absolute destruction.
The image of the wind, particularly in the poem closing the diaristic sequence, speaks to the sensation of desolation pervading the landscape. Almost involuntarily, the poetic speaker arrives a year later at the scene of the tragedy, where the wind and the river delineate the contours of the solemn ceremony. The very first lines of the last poem-'11 de septiembre 2002'-read: 'pero aquí hoy el viento, la ceremonia, mis pasos / me conducen a un derrotero de fantasmas / deambulando entre el río y las torres'. The wind nails down the space-'aquí'-and time-'hoy'-in the real, tangible, and concrete reality of the physical landscape from which it is impossible to escape. Suddenly, at a 'crossroads', 'se levanta un viento / fuerte que será deleznado por los periodistas, por / todos aquellos que hablarán del viento y de él no / quedará nada más que una palabra'.
With her hands in the wind, the wind that 'terrifies' 'con su furia o con su frío', the speaker in Rasgado braves 'el espacio del vacío', 'el lugar de privilegio' (Zemborain 2006: 113-4) . It is a wind that is 'penetrating every crevice of ground zero, destabilizing
, as Zemborain herself describes it in an interview, and by virtue of its allenveloping nature, it is a wind that deterritorializes, erasing physical boundaries.
Open spaces traversed by an unnamable wind also appear prominently in María Distance and detachment can indeed predate any sense of belonging; from afar it is possible to see things up close, to reclaim them as one's own. As the epigraph insinuates, this act of reclamation or of re-possession is carried out primarily via touch. Accordingly, alongside allusions to distance and displacement in the book, we find a proliferation of terms related to touch and tactility, and among these the recurrence of the word 'hands'
as that which enables one to recognize and re-appropriate something or somebody. Language betrays the speaker in Zemborain's Rasgado, for whom articulating absence and loss in one's mother language becomes an unattainable goal. In this book, the linearity of language that would allow for a logical sequence of cause and consequence has been pulverized, like the physical space. Thus, the migrational city that the speaker is bound to recreate through her numerous journeys around New York City is in turn mirrored in a migrational language, English. It is impossible for the speaker in
Rasgado to 'hilar en los papeles relaciones / que se anexan, ya que un quiebre en la estructura / se ha instalado separando de manera atroz la / sucesión de la secuencia y consecuencia' (Zemborain 2006: 47) . Faced with the disruption of the logical sequence, a disruption also present in the pauses breaking up the lines in each poem, she ominously concludes: 'Cada palabra es / espectro literal de lo que fue, decir vacío' (Zemborain 2006: 67) .
As in Non son de aquí, in Rasgado home(land) cannot be named, and the speaker has to resort to an alien(ating) language in order to be able to say: 'house no longer feasible for / understanding, house no longer feasible for love' (Zemborain 2006: 37) .
The house in Zemborain's book does not provide shelter or protection either. The lyrical subject makes numerous attempts to find some respite from exterior chaos through the daily routines normally performed almost automatically, only to find that those domestic routines have also been usurped by the hostile exterior: 'El humor del detergente en / la ropa que se lava y seca según tecnologías / apropiadas ahora aterra aún más que la trincheta' (Zemborain 2006: 21) . The 'trincheta' is a cutting instrument-a box cuttereasily found among supplies at home, yet in Rasgado it inevitably refers us readers to the purported weapon of the hijackers and to the enormous 'grieta' that has fractured the blue skies. That 'big fissure in the sky'-a recurring motif throughout the book-becomes, according to Zemborain, the image that describes 'the sensation of life being torn apart' 6 .
The fissure is installed inside, and fractured routines act as ineluctable reminders of the torn sky outside, 'el cielo celeste del otoño todo / rasgado' of the proem inhabited by Lorenzo (Zemborain 2006: 15) . (Zemborain 2006: 99) . Her drive towards a re-appropriation of the city can be said to be traversed by political forces as she is positioned as an alien other whose presence is seen as threatening by the patriotic discourse surrounding 9/11.
In response to her 'precarious' sense of belonging, the speaker in Zemborain's poetic diary subscribes to 'la ética del agua', aware that 'el basamento y el muelle durará / cierto tiempo sin que la tormenta se lo lleve en su / precariedad de arena y vendavales' (Zemborain 2006: 111) . Like the speaker in Non son de aquí, she embraces fluidity, nonfixity, non-attachment, as the one and only means of survival. Like Braidotti's 'nomad', both speakers have 'relinquished all idea, desire, or nostalgia for fixity ' (1994: 22) . For them, belonging to a place does not entail ownership, it is rather negotiated as In her article on the concept of resistance in contemporary Galician culture, María do Cebreiro Rábade Villar borrows Deleuze's conceptualization of 'resistance' as a 'contraction' rather than an 'act' or, in Guattari's terms, as a 'pure passion . . . that preserves the before in the after'. The Galician critic and poet moves on to explain that 'conserving the before in the after means being loyal simultaneously to the past and to the future'. This is for her a suitable description of Pato's poetics of resistance, whose 'fortune resides in the fact that it is a faithful image of the terrain without being completely unfaithful to the rootlessness which involves the discovery of a-sometimes irretrievable-distance between subject and world'. To the idea of resistance as passion that preserves the before in the after, she opposes a nostalgia for the past that inevitably carries the risk of paralysis (Rábade Villar 2010: 91). Rasgado and Non son de aquí escape any sense of longing for the past as the speakers travel paths that defy any idea of a voyage as starting and finishing somewhere. Both are simultaneously loyal to the past and to the future as they recognize and come to terms with the fact that any recollection of a past time or place is elusive, unstable, and, at best, as flitting as the present and as uncertain as the future. The speakers/wanderers in the two collections are faithful to the rootlessness derived from the distance between subject and world, and indeed seek that distance. Still, their land/terrain is overwhelmingly present in their meanderings.
Conserving 'the before in the after' also means not privileging any one 'version' of a place over another. The New York city that the speaker in Rasgado used to be familiar with is now gone; however, in a sense, it was never there. As the British geographer Doreen Massey explains, 'to fix on one moment, on one period, by which to characterize the ever-shifting medley of social relations which have taken place in that location . . . is to make a claim about a particular moment in time-space as having a verity which others do not ' (1994a: 116) . The speaker's need to recreate and rename the city in Zemborain's book is a need all city-dwellers have at all times, since the city they think they know is also an illusion, as it is falsely congealed at a particular moment in time and something lost' and 'are coded female' (Massey 1994b: 180) . Home and homelandpresent both as 'patria' and as 'terra' in Non son de aquí-are concepts interrogated by the speakers in both collections, as neither of them feels that they belong to a place that truly belongs to them. In interrogating these concepts, they rescue the sense of belonging to a place from stasis, passivity, and nostalgia. The use of an alien(ating) language in Rasgado also suggests a dislocation of subjectivity-'what is this compulsion to write in english?' (Zemborain 2006: 43) , and this dislocation is manifest as well in the shift back and forth between the first and the third person. In the poem titled '15 de septiembre 2001', the confusion of boundaries between the hostile exterior and the domestic interior is replicated in the use of pronouns, as the speaker's emotionally charged experience of reality is conveyed through the third person, conflating through this gesture her own experience and that of others. The poem lists a series of sensations and emotions she experiences as she goes through the daily motions of doing laundry, cooking dinner, cleaning dishes:
bajar los ojos para borrar lo que se instala de improviso cuando ve caer la lluvia o las risas la distraen con desacierto; siguiendo los preceptos de un cansancio secular habla de las cosas cercanas como si fueran otras las urgencias (Zemborain 2006: 21) Estranged from her familiar surroundings, the lyrical subject in this poem is compelled to re-imagine nearby things, to distance herself from the true horror still visible in the dust covering everything outside. However, it is not in any sense an out-of-body experience, quite the opposite. Pain and intense weariness-'un cansancio secular'-have seeped into her body, spreading everywhere, so that 'no / hay forma de estancar el dolor en una sola zona, / sin que se esparza por etapas' (Zemborain 2006: 21) .
The experience of speaking/walking New York City anew is an embodied experience; the subject becomes a body registering the sights and sounds that translate in bodily terms what seems untranslatable into either English or Spanish. Zemborain herself sums up this experience in these terms: 'my body became a wanderer of the city, trying to describe through its landscape the human loss' 8 . In Rasgado, the exterior is installed within the house and within the body. The fissure in the blue sky is also torn membranes and tissues, which now bear the inscription of tragedy. 'Ephemeral / bodies', 'bodies already / trembling with sharks' (Zemborain 2006: 41, 43) , the collapsed bodies crushed by the towers, alternate with the speaker's own body, 'la masa de mi cuerpo' (Zemborain 2006: 49) represented as glands, neurons, secretions, endorphins:
de pronto un circuito se instala, una conexión se establece, una dureza se aliviana, se rasgan los velos de la pena, y se materializa en la inquietud una presencia, endorfinas, endorfinas, opiáceos que el cerebro emite entre las aguas, endorfinas, droga humana que el cuerpo distribuye en anestesia, en visiones que oxigenan la mirada (Zemborain 2006: 81) The body has itself become landscape-'nudo entero el cuerpo, nudo / entero, roca, árbol añoso enraizado en las / digitaciones del miedo' (Zemborain 2006: 33) -and the devastation and desolation of ground zero can only be fully grasped in bodily terms:
'la / constancia que queda en las entrañas cuando a / una mujer le quitan los ovarios y el útero' (Zemborain 2006: 96) . In relation to the figure of the sleepwalker waiting that closes the book, Zemborain reflects: 'It's a waiting that shows in a way the permanence of the event inside the body'
9
. The distinction between subject and object, interior and exterior, is erased, and the speaker comes to terms with the space around her almost exclusively through her embodiment, via her corporeality.
The sense of belonging as an embodied experience is an appropriate manner for the nomad to relate to land and landscape since, as Rosi Braidotti suggests, 'rethinking the bodily roots of subjectivity is the starting point for the epistemological project of nomadism' 10 (1994: 3-4 Even with one's eyes closed, it is possible to see the mark on the skin, even with one's eyes closed, it is possible to experience home(land). The relationship subject/object, interior/exterior is blurred once more. In Non son de aquí, the speaker's body is a bare body, without clothes, much like the house without walls mentioned earlier, exposed to the elements, and it bleeds: 'Pero tras das costuras, / fíos soltos reúnen / o que sanga', an diary. The body is no longer ordered, hierarchized, delimited; it has become one with its surroundings, 'las ramas anegadas de pellejos' (Zemborain 2006: 57) .
The poetic speakers in Rasgado and Non son de aquí eventually recuperate a sense of belonging through their embodied location in physical space, 'pois aquilo que pasa por un corpo, até a fin, / iso ten o sentido dunha restitución' (María do Cebreiro 2008: 70) . Nonetheless, the body in the two collections, as a Body without Organs, is 'not a scene, a place, or even a support upon which something comes to pass' (Deleuze and Guattari 1987: 153) . The restitution in question displaces any notion of embodiment anchored in an interior/exterior binarism or rooted in a mind/body polarization. Elizabeth
Grosz opposes 'a "mechanics of solids," which works in fundamental complicity with
Cartesian dualism and the metaphysics of realism and self-identity that it supports', to women's corporeality 'inscribed as a mode of seepage'. The metaphysics of realism is for the theorist 'dualist not simply in terms of presuming and establishing an opposition between mind and body but in binarizing existence with the distinction between subject and object, thus implicitly (and at times explicitly) coding women on the side of body and object' (Grosz 1994: 203-4) . María do Cebreiro's and Zemborain's poetry collections instill a corporeality that moves beyond these binary polarizations, as distinctions between inside and outside, interior and exterior, subject and landscape, speaker and home(land) are disrupted. In so doing, both books enact a resistance, via nomadism, against the essentialist notion of belonging that derives either from the affirmation of a collective national identity or from a geopolitical separation between insiders and outsiders.
In their acute awareness of the fluidity of boundaries between here and there, between home and elsewhere, the speakers in Cebreiro's and Zemborain's books do not just confuse notions of female subjectivity moored on the side of body and object. Most importantly, they befuddle gender as it is inscribed in space through resisting the essentializing codification of home as woman that produces a sense of belonging rooted in nostalgia and stasis. Instead, the emphasis in these two collections lies in the incessant travel and movement across spaces that brings about a deliberate resistance against a rigid conception of place, a gesture akin to Braidotti's notion of nomadic consciousness.
This derritorializing act, this 'awareness of the nonfixity of boundaries', is associated for Galician, and of Lila Zemborain as an 'outsider' witnessing from the margins the aftermath of 9/11. Nonetheless, the categories themselves of 'insider' and 'outsider' are interrogated and both Galicia and New York lose univocity to become instead the
